One common claim about the central character is that Buffy is a positive rolemodel for young women, a strong female with attitude who takes life's knocks and comes back with the power to confront her attackers. While there is some worth in this claim, Buffy's circumstance, especially in the series, is rather more complex. One way in which this is signalled in the demographics is that the series is watched by almost as many males in that age-group as females. In a WB press release dated 1 March 2001, Buffy gets a rating of 3.0 for all adults aged [18] [19] [20] [21] [22] [23] [24] [25] [26] [27] [28] [29] [30] [31] [32] [33] [34] 3 .1 for all persons aged 12-34, and 3.6 for women aged 18-34, 3.9 for females aged 12-34. In addition, Virginia Rohan, a journalist with
The Record Online, notes that, 'In big cities, the show's ratings are especially spectacular.
In New York, during October [1997] , for example, the series finished first in its time-slot among teens with a 9.3 rating and 24 share'. The show's survival is a consequence of its major success with this demographic, and Buffy's ability to deliver a clearly defined teen and twenties audience to advertisers. 3 Such a description fits much better the Buffy character of the film. Let us then turn to the film and examine how it constructs the major protagonists. Released in 1992, This may be, but it does not explain why men and women in their twenties and thirties find the show so enthralling.
Buffy the Vampire Slayer was written by Joss Whedon and rewritten by him along with
Fran Rubel Kuzui who also directed it. Speaking about the film, Rubel Kuzui has said that, 'For me, from the very beginning, Buffy was always about 'girl power''. 4 This claim is important because, in the film, the narrative offers us a Buffy who moves from being a cheerleader and mindless mall-rat, such as is portrayed in the later film, Clueless (1995), to a young woman whose courage, determination and personal power enables her to take charge, killing the vampires, including their leader, the evil Lothos, and saving the other school students. In making this transition, Buffy loses her mindless friends and her vacuous boyfriend, acquiring instead a more thoughtful and helpful, if working class, boyfriend in Pike, played by Luke Perry. Certainly, we have here a narrative of girl
power and yet, as I have noted, the film was not very successful, not even in the demographic among which the television show is so popular. Rubel Kuzui puts this lack of success down to a marketing problem. In her words: 'I think [the film] was never clearly marketed to one audience'. 5 Centrally, the discursive system through which the difference between the humans and the vampires is expressed is that of class. Buffy and the other school students are middle-class consumers. In this consumption order, class is signified more by financial access to consumption, and what is consumed, than by the traditional Marxian productivist indicators of one's work situation. Where Buffy and the other students are all dressed in designer clothes, the vampires, with the exception of Lothos and his offsider, dress in daggy jeans, T-shirts, leather jackets and the like. Pike is, roughly speaking, the film's equivalent of Angel in the television series. Pike is not a vampire, though, however his best friend Benny becomes one and attempts to turn Pike into one also. Pike and Benny are both working class and, in the film's semiotic structure, have visually more in common with the vampires than with Buffy and the other students. In the café scene where Pike and Benny, not yet a vampire, first talk with Buffy and her friends, Pike eats loutishly and Buffy's friends make fun of the two's clothes sense and Pike's name. Pike's similarity to Angel lies in boundary transgression. Where Angel is the vampire with a soul who Buffy accepts as a lover, Pike is the working-class guy who, in becoming Buffy's boyfriend, crosses a well-patrolled class boundary-and, in the film, the boundary between vampires and humans.
Pike and Benny are car mechanics. When Buffy's friends discover that she has been associating with Pike, this is the final straw. They find the relationship 'gross', as one of them puts it. One way of reading the Buffy film, then, is in terms of class warfare.
This is most obvious in the climactic dance scene where the dressed-up, middle-class students at the dance in the school gym are threatened by the down-market, unfashionable vampires who are excluded from the dance. In destroying the vampire threat, Buffy, with help from class-traitor Pike, not only asserts her 'girl power' but also, conservatively, makes the world-well, Los Angeles-safe for her mall-rat ex-friends who seem to have learnt nothing from the whole episode. That is, while Buffy, as the Slayer, is transformed into a riot grrrl, the effect of her activism is to put the working-class/vampires back in their place, no longer entering the lives of young middle-class consumers but, one presumes, invisibly labouring to produce the goods for those consumers to buy as they wander the malls from which such undesirables would, most likely, be excluded. when the chips are down, they can count on one another. They share a common vision, and they serve a common purpose. They are loyal and true, and yes, they would die for one another.
What all that is, is love'.
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Humans/Anglo-Americans love each other. Non-humans, vampires and demons, do not.
Non-humans in this Buffy universe are non-Anglo-Americans. To make the point clearer we can broaden this high level of homogenization and say non-whites, members of other races, do not have souls-that is to say, consciences, ethics and, of course, the ability to love.
Before we move on, there is one more point to make here about the quotation above. It amplifies the relationship between Buffy and her friends noting that they 'share a common vision' and 'serve a common purpose'. To me, this sounds very much like the nineteenth century ideal of the nation which we can define in shorthand as a racially homogeneous group of people bound together with a shared culture and a shared sense of their own future.
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Before elaborating on this point I want to discuss further the question of accents.
Within this all-white world, accents become very important as markers of difference.
Thus, Rupert Giles' Englishness is signalled to some extent by his clothes and, to at least the same extent, by his accent. Now, Giles is Buffy's Watcher-her second in actual fact-and his Englishness suggests a connection with the Old World, the European world from whence the threatening vampires came but also the safe, white, English world which established the colony that became the United States and now lends its knowledge to help the US, in the person of Buffy, and her friends, defend itself against vampire depredations.
In the United States the latter idea evolved into the notion of a Manifest Destiny, a term coined by the journalist, John L O'Sullivan in the early 1840s to justify American expansionism. In this imagining, race was naturalised as an essential quality. One of the things that is comforting for an Anglo-American viewer is that they see an image of a United States-after all, all the main human characters except for Giles have American accents-that is Anglo-American and unified in purpose. There are no 'minorities' here, no need for debates over affirmative action, no racially-based demands for multicultural acknowledgement.
However the use of Englishness is rather more complex than this for two of the States, the Irish tended to be grouped with African-Americans. As Noel Ignatiev describes, the whitening and assimilation of the Irish into Anglo-American society took place through the nineteenth century. 13 He writes that: 'The outcome was not a foregone conclusion … while the white skin made the Irish eligible for membership in the white race, it did not guarantee them admission; they had to earn it'. Finally, we come to the one fully non-white character to be included, albeit briefly, in Buffy's group. Kendra is a Slayer. Although only one Slayer is supposed to be active at a time, Kendra was activated when Buffy briefly died at the hands of the Master in 'Prophecy Girl'. Kendra was played by the African-American actor Bianca Lawson.
Her extreme assimilation into student life at Sunnydale High counterbalances her marginal whiteness.
However, neither this nor her romantic involvement with Rupert Giles is enough to save her. In 'Passion' she was murdered by Angel after he had again lost his soul. 'Whites are now a minority in California.
The crossing of this threshold went unheralded when it occurred sometime in 1998'. 18 Maharidge goes on to write-making a slippage between white Americans and Americans that would do justice to Buffy: 'Americans elsewhere have grown to realize in the past few years that what is happening in California is their future as well'. 19 Maharidge writes that, 'By 2050 the nation will be almost half non-white'. 20 At this time the forecasts suggest that 'Hispanics will make up 21 percent of the American population, blacks 15 percent, and Asians and Pacific Islanders 10 percent. 21 Already whites have become a minority in many major cities:
'The 1990 Census found that 51 out of 200 cities with populations over 100,000 were minority-majority communities. New York city is, of course, the prime example'. 22 We should recall here Rohan's comment that the viewing figures for Buffy are 'especially spectacular' in the big cities, and that she singled out New York in particular.
Sunnydale, we know, is over a Hellmouth, a site of mystical convergence.
Acknowledging the previous Spanish/Mexican colonisation of California, we know from 'Welcome to the Hellmouth' that the Spanish name of the town has been Boca del She seems to be the all-American, blond teenager, and yet there is something in the way she looks that suggests all is not quite as it seems. Marcia Shulman, the casting director for Buffy, hints that this is exactly why Gellar was chosen for the part when she 'reveals that the producers had a very good idea of what they wanted in the actress who would play the title role-until Sarah came along'. How, then, to think of this vampiric threat that the Master brought to Sunnydale, and the greater threat that he attempted to unleash, thwarted only by a chance earthquake that trapped him in the Hellmouth? Even after the Master's death this greater threat of a vampiric or demonic apocalypse remains. Now, sixty years before 1997 places the Master's arrival in 1937, when the Nazis were consolidating their power in Germany and beginning their persecution of the Jews. At the same time the American Nazi Party was at its most powerful. 37 We can now rework the idea of a racial apocalypse, rereading it as a fear marked and connoted in the show by reference to the Jewish Holocaust which was, of course, founded on the Nazi racialisation of the Jews. In 'The result is not only the end of freedom for the people oppressed by the Jews, but rather also the end of these parasites of the peoples themselves.
After the death of the victim, the vampire dies sooner or later'. 40 The metaphor continues to have currency in anti-semitic circles. In 1996, the Milli Gazette, the organ in Europe of the Turkish ultra-nationalist organisation Milli Gorus 'Postmemory is a powerful and very particular form of memory precisely because its connection to its object or source is mediated not through recollection but through an imaginative investment and creation. This is not to say that memory itself is unmediated, but that it is more directly connected to the past. Postmemory characterises the experience of those who grow up dominated by narratives that preceded their birth, whose own belated stories are evacuated by the stories of the previous generation shaped by traumatic events that can be neither understood nor recreated.'
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Hirsch is writing about the handing on of traumatic affect within families, from parent(s) to children. I would like to generalise this idea to the Jewish community but also, in the context of Buffy, to the white, Anglo-American community in its 'Jewished' reformulation.
What I am arguing here is that, as American society has taken up the Holocaust as the site of a moral absolute, so the traumatic affect of the Holocaust gets expressed in ways that break the bounds of narrative realism. From this point of view Buffy, the nonJewish-but-Jewish character, evinces many of the characteristics of second, and indeed more properly third, generation trauma and, more generally, the show acts this out. 50 We might start quite banally by thinking about the dreams of past slayers and their destruction at the hands of vampires that Buffy has before she is told that she is a Slayer. These are more obvious in the film than the television show which begins after the introductory While Buffy herself appears to suffer from the return of others' repressions, the show acts out the return of a repressed experienced as either too awful to depict realistically or that has too much affect for a realistic portrayal to do it justice.
Ruedenberg-Wright explains that: 'Many clinicians note that an important characteristic of the second generation is that they have fantasies about their parents' 
